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Gertrude Fiske (1878-1961) was one of the few women painters in Boston at the beginning 
of the century who successfully challenged the established female stereotypes within her art. In the 
first few decades of the twentieth century, women were still held back by traditional social roles 
defined by the prevailing conservative belief in a genteel and moral womanhood.! The mature 
figurative works created by Fiske are exceptions to the "more typical figure studies by the Boston 
women artists, which more commonly conformed to the images painted by men. "2 Her broadly 
painted figures, expressive landscapes and strongly-colored genre paintings stood out from the 
familiar Boston School compositions, which were often hallmarked by "a certain Boston look"3 
-polished, finely-detailed or softly impressionist paintings of elegant women in richly appointed 
interiors or idyllic outdoor settings. 
Fiske's paintings won her much public and critical acclaim between 1904 and 1935. 
During these decades, her accomplishments included being named a member of the National 
Academy ofDesign in New York, appointed the first woman to the Massachusetts State Art 
1 Bernice K. Leader, The Boston Lady as a Work of Art: Paintings by the 
Boston School at the Turn of the Century (Ph.D . diss., Columbia University 1980), 181. 
2 Ibid, 182-3. An example of this can be seen in a work by Edith Scott (1877-1978) Molly 
Scott Preparing for a Trip Abroad (c.1905, Fig. 9). 
3 Trevor J. Fairbrother, The Bostonians: Painters of an Elegant Age, 1870-
1930, (Boston: Museum of Fine Arts), 1986, 64. 
Historian and New York artist Samuel Isham noted in 1905 that the Boston artists held 
their own special image- " ... the desire for breadth, simplicity, and strong direct work. .. [gives] 
the whole body of painting produced in Boston a distinct character of its own, which cannot be 
said of another American city." Samuel Isham, The History of American Painting (1905; 
reprint New York: MacMillan Company, 1942), 475; quoted in Fairbrother, 64-65. 
Also, Boston painters were recognized as a distinct group as early as 1915 when Guy Pene 
DuBois wrote of them in "The Boston Group of Painters: An Essay on Nationalism in Art," Arts 
& Decoration 5 (October 1915), 457-60. 
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Commission and participating in a great many national exhibitions.4 Several paintings were 
awarded honors including the 1922 Shaw Prize for Nude (Fig. 41), the Clark Prize for The 
Carpenter (1922, Fig. 1) and the Proctor Prize in 1929 for a portrait, all from the National 
Academy of Design. She also won a silver medal for The Shadow (Fig. 38) at the Panama-Pacific 
Exposition in 1915 and held eleven one-person exhibitions during her lifetime. 
Fiske's formal art education commenced in 1904 at the School of the Museum of Fine Arts 
in Boston with noted painters Edmund C. Tarbell (1862-1938) and Frank W. Benson (1862-
1951).5 Her earliest known canvases are reminiscent of Tarbell's compositions and subjects: 
women in interiors painted in a controlled manner and muted tones. Fiske subsequently went on to 
study with and work beside Maine marine painter Charles H. Woodbury (1862-1938) whose 
aggressive painting temperament would inspire Fiske's art to new, expressive heights. By the mid-
1920's, her canvases conveyed vividly-colored impressions of more modern, independent women. 
Fiske developed her vision of women unencumbered by domestic trappings and explored the 
relationship of the model and painter in the artist's studio. 6 In addition to her widely exhibited 
genre works, she produced many commissioned portraits of notable New England citizens which 
4 See Appendix II for a complete exhibition history. 
5 According to the family of the artist, prior to her entry into the Museum School, Fiske 
had attended Miss May's School (a 'finishing' school, now known as Brimmer May) in Boston 
until she was eighteen. She was socially very active, a keen equestrian and an avid golfer. Fiske 
won the Amateur Golf Championship of Massachusetts in 1901 and continued to be a serious 
player until 1904. Once she began her art studies, she discontinued her earlier pursuits to 
concentrate fully on her new career as a painter. 
6 Special note: Although some of Fiske's paintings are dated directly on the canvas, the 
majority of the works are not, and therefore approximate dates have been determined where 
possible by the assistance of the artist's family, exhibition records and contemporary reviews. 
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remain in private and public collections throughout the Boston area 7 Fiske also created a 
distinctive body of subject matter including character studies of the elderly and tradesmen, 
landscapes, beach scenes, circus and park views and townscapes. 8 
Unlike her contemporaries, she chose to portray an artist's world instead of the realm of 
the genteel. The Boston School, of which Fiske was ultimately considered a part, was then known 
as a group" ... composed entirely of figure painters, painters of figures taken from the upper 
middle class and shown in environments of exceptional taste and refinement... "9 Yet Fiske's 
women were models that depicted or represented ordinary women or themselves rather than the 
privileged ladies of Boston society (or models representing the proper woman as Tarbell so chose). 
The female figure served as Fiske's principal subject in her most important canvases, from her 
early (1904-1919) and mature periods (1920-1935).10 
7 These portraits include Judge John A. Bennett, Mr. George H. Davenport, Professor 
F.W. Chandler, Mr. John J. Somes, Mr. Charles H. Woodbury and Mrs. Branton H. Kellogg. 
Fiske did portrait commissions throughout her career. 
8 Fiske's entire collection of paintings is one of great variety in subject matter. For the 
purposes of this paper, I have chosen to examine her figurative works which she preferred to 
exhibit in major national shows during her lifetime. Her landscapes, portraits, character studies of 
the elderly, city and townscapes as well as beach scenes are no less significant or fascinating, but 
would entail much more discussion than allowable here. It is important to note that when Fiske 
exhibited in one-person shows, she always selected a wide cross-section of her work in both size 
and subject matter, and her other paintings such as landscapes were as well received as her 
figurative work. (See Figures 1-8, 42-45, 49-56 for examples of her subjects other than figure 
paintings of women.) 
9 Guy Pene DuBois, "The Boston Group of Painters: An Essay on Nationalism in Art," 
Arts and Decoration 5 (October 1915), 459. 
10 Paintings of the human figure had become a primary focus by tum-of-the-century 
Boston painters who were reflecting the trend towards European-trained artists and the increased 
emphasis on the human figure found in American art schools. Leader, 3. 
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FISKE'S EARLY PAINTINGS 1904- 1919 
Little is known of Fiske's student work (created between 1904 and 1912) and the majority 
of her paintings and oil sketches from her entire career remain undated.11 Those canvases that are 
attributable to her Museum School period are done so on the basis of style: hallmarked by a darker 
tonality, smaller brush stroke and more traditional composition. Fiske entered the School of the 
Museum of Fine Arts, Boston in 1904 at the age of twenty-six, during the peak years of the 
Boston School's prominence12 and was one of the few students to stay for the full seven-year 
curriculum,13 graduating in 1912. The Museum School was considered a respectable art school 
for women (who incidentally outnumbered their fellow male students nearly three to one) although 
few of these women would go on to attain professional artistic stature.14 Her Museum School 
education gave Fiske the European-style, solid academic foundation needed to build a successful 
career as she studied with Benson, Tarbell, Philip L. Hale (1865-1931) and Mary Brewster 
Hazelton (1882-1953)15 through the strict curriculum of drawing from casts to working from the 
11 The family of the artist recalls that she definitely went to Europe for an extended visit in 
1912 or 1913 after her graduation from the Museum School. Very little is known about her travels 
abroad, and only ten or so paintings from her European trip remain with the Estate. Fiske was 
known to have visited France and the studies from that trip include beach scenes, poplar-lined 
avenues and women wearing wooden shoes. 
12 1898-1913 according to Leader, 9. 
13 R.H. Ives Gammell, The Boston Painters, 1900-1930 (Orleans, MA: Parnassus 
Imprints, 1986), 173. 
14 Discouraged by their families and the social environment they would instead "be 
remembered more in the social registers than in the art registers, because it was common for 
wealthy young women to attend classes at the Museum School and in the private studios of the 
Boston artists." Leader, 126. 
15 Figures 10 and 11. 
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full figure in life.16 
Fiske's earliest known works reflect her thorough art training at the Museum School and 
her association with Tarbell and Benson, who were instructors from 1898 to 1913. Woman 
Crocheting (c.1910, Fig. 12) was probably painted during her studies at the school and although it 
is undated, the domestic subject, muted palette and conservative, realist style are reminiscent of 
Tarbell's women in interiors created between 1900 and 1920, where his somber and restrained 
compositions emulated Vermeer (Figs. 14 and 15). A woman sits in the foreground, 
concentrating on her crocheting, with what small amount of light there is falling directly on her 
white gown and orange shawl. Through the doorway a second room can be seen with a chair, side 
table and painting. The composition is true to the Boston School format of elegant women in 
finely decorated interiors but would be an unusual image for Fiske, who would later focus on the 
isolated female seen against a shallow, decorative background. The tighter brushstroke, emphasis 
on drawing and Vermeer-like light and composition all attest to Fiske's Museum School training. 
The direct illumination and presence of the window that highlights the woman in Tarbell's Girl 
Crocheting (1904, Fig. 13) is not found in Fiske's canvas. Instead, the figure is lit from a unseen 
source that spills upon her dress and yam, focusing attention upon her work. Although her subject 
is similar to Tarbell's, Fiske's scene is more intimate- more centered on the woman as an 
individual, which foreshadows her later development of women portrayed as independent beings. 
Another untitled painting (c.1910, Fig. 16) by Fiske has the same warm coloring, tone and 
quiet mood and therefore was probably done around the same time as Woman Crocheting. It 
depicts a gracious young woman seated in profile on a couch with a large, peach-colored picture 
hat in hand. The couch and a ladder-back chair, draped in white clothing, are placed in the comer 
of a room. Either side of the composition is framed by the dark edges of doorways, which blend 
into the dark floor. Again, the subject of an upper-class woman in an interior scene caught in a 
16 See Appendix I for list of classes and instructors Fiske participated with at the School of 
the Museum of Fine Arts, Boston. 
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moment of reflection is much like Tarbell, who often posed his models on elegant couches and 
used the same motif of scattered clothing as seen in Across the Room (1899, Fig. 17). In Fiske's 
two paintings of women in well-appointed rooms, the model is placed as an integral focal point of 
the scene, one woman crocheting and the other in contemplation; both representing a domestic 
harmony and true Boston gentility. However, this depiction of women in traditionally accepted 
female roles would soon be abandoned by Fiske. Once again during this early period Fiske shares 
with Tarbell a debt to Vermeer in the choice of subject, design and radiant light 
Vermeer and Whistler were popular with the Boston School and in turn, Fiske- Vermeer 
for his compositional devices and lighting, and Whistler for his abstract color relations and 
simplified patterns.17 Two more examples of Fiske's early work, such as Study in Black and 
White (possibly 1911, first exhibited 1916, Fig. 22) and Portrait of Mrs. Terese Dillon Brown 
(c.1911-12, Fig. 18) paraphrase these Whistlerian motifs. Mrs. Brown looks serenely away from 
the viewer, dressed in a rich dark green robe that she clasps to her breast, her creamy white 
shoulder provocatively revealed by the slipping garment The statuesque pose is immediately 
reminiscent of Whistler's full-length portraits such as innocent The White Girl: Symphony in 
White No. 1 (Fig. 20) and Symphony in Flesh Colour and Pink: Mrs. Leyland (1873, Fig. 21). A 
decorative Japanese scroll of birds and flowers on the wall behind the figure and the loosely held 
fan in her hand are also suggestive of Whistler. Beatrice Whitney Van Ness (1888-1981), a 
Museum School classmate ofFiske's,18 painted the identical model from the opposite side in 
Woman in a Green Kimono (1911-12, Fig. 19) at the same time but with a slightly more 
17 The Boston painters' figure pieces of women in reverie were inspired by both Whistler 
and Vermeer. The publications of Philip Hale, the most articulate critic and interpreter of his 
colleagues' work, make it quite clear that the Boston painters considered the art of Whistler and 
Vermeer to be intimately connected. Leader, 269. 
18 Beatrice Whitney Van Ness was a student at the Museum School from 1905 to 1914 and 
also taught classes there between 1911 and 1913, as noted in their records. According to E. Stahl 
(Beatrice Whitney Van Ness 1888-1981: The Privilege of Learning to Paint, Boston 
and New York: Childs Gallery, 1987) Van Ness also spent a summer between 1913 and 1915 
studying with Charles H. Woodbury where she most likely was in contact with Fiske. 
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aestheticized approach. Van Ness' turned figure is slightly right of center thus allowing the 
background wall and scroll to play a larger role in the composition. Fiske's portrayal of Terese 
Dillon Brown, whose face is visible to the viewer, appears wistful, whereas Van Ness' figure 
exudes a greater sense of melancholy. Although both paintings were most likely studio exercises, 
they exemplify the quality and sensitivity of figure painting that was consistently produced at the 
Museum School at this time. Portrait of Mrs. Terese Dillon Brown also typifies Fiske's early 
period as witnessed by the smoother handling of paint, sober coloring and academic composition. 
It would not be until the end of the decade that her paintings would take on a brighter and more 
impressionistic palette and touch. 
A final significant painting from this early period, her first known self-portrait, contains 
imagery that represents what would be most important in Fiske's life. First exhibited in 1916 at 
the Museum of Fine Arts in Boston, Study in Black and White (Fig. 22) was painted in Fiske's 
studio in the Grundmann building on Clarendon Street in Boston.19 The artist is seated facing her 
painting (perhaps the very same self-portrait being painted), brush poised at the surface of her 
canvas, which coincides with the actual edge of the portrait itself. This gesture serves to draw the 
viewer immediately into the artist's studio and life. Fiske depicts herself confidently upright with 
a palette and spare brushes in her right hand, trusted Boston bull terrier 'Boy' 20 tucked behind 
her, and gaze firmly fixed at the creation before her.21 She is dressed in her working clothes, 
19 Exhibition Review of Fiske's one-person show at the Rhode Island School of Design, 
Boston Globe, 18 February, 1917 (according to clipping in Fiske's scrapbook, Fiske Estate.) 
20 Fiske named nearly all of her bull terriers 'Boy'. 
21 The review for the exhibition at the Rhode Island School of Design described the bull 
terrier Boy as Fiske's inseparable companion in her studio. "He is a splendid specimen of his 
class, and is fully equal to the duty of protecting his owner against the visits of undesirable 
intruders while she is at work." Dogs, and especially bull terriers, accompanied Fiske throughout 
her life and would often play a role in her paintings - in this instance most likely representing the 
traditional iconographical part of fidelity. Boston Globe, 18 February, 1917 (according to 
Fiske's scrapbook, Fiske Estate.) 
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much like contemporary photographs of the artist confirm (Fig. 23), but wears a black cap topped 
by a long, slender black feather. Behind her head on the studio wall hangs an English brass-
rubbing (taken from the engraved brass plate set into the tomb) that depicts a sixteenth-century 
merchant couple as a memorial to their death.22 Next to the rubbing is a single bare light bulb, one 
of the fust allusions of the modem world to show up in the artist's compositions. Unlike many of 
her contemporary Boston school painters but much in the manner of Charles H. Woodbury with 
whom she studied and painted, Fiske never denied the presence of technology in her works.23 
The painting's title, Study in Black and White is Whistlerian in spirit as are the color and 
composition.24 Fiske has not only paraphrased Whistler's form of naming his compositions after 
color arrangements and harmonies, but has combined the muted shades of warm black and creamy 
white he favored. Whistler's portrait of his mother, Arrangement in Grey and Black No.1 (1872, 
Fig. 25) and its companion piece Arrangement in Grey and Black No.2: Thomas Carlyle (1872-3, 
Fig. 26) are suitable for a comparison of tone, mood and composition. Fiske's self-portrait also 
directly relates to Whistler's own self-portrait Arrangement in Grey: Self-Portrait (1871-73, Fig. 
22 The brass rubbing has previously been identified as an early Italian Renaissance 
devotional image of two standing saints but brass rubbings remain in the family's collection, and 
this picture can be identified as such. With the kind assistance and expertise of Irene Walker and 
Julius Kusey, the brass rubbing depicted in Study in Black and White has been determined to be 
that of the merchant and member of the Salters Merchant Company Guild of London: Andrew 
Evyngar and wife from All Hallows, Barking, London, dated 1533 (Fig. 24). M. Clayton, 
Catalogue of Rubbings and Brasses and Incised Slabs. London: Victoria and Albert 
Museum, 1929; reprint, London, 1968. The illustration shows that the rubbing is in reverse in the 
painting. The inscription over their heads forms an archway and between them is a figure of 
Christ, barely distinguishable at the top of the painting. 
23 Fiske included such images as the automobile and telegraph wires comfortably within 
her town and landscapes as seen in Wiscasset, Maine (Fig. 4) and Camden, Maine (Fig. 5). 
24 Fiske was aware of Whistler whose paintings were exhibited frequently in Boston at the 
tum-of-the-century. He exhibited at the Boston Art Students Association in 1898 and again in 
1902, after its name had been changed to the Copley Society. The Copley Society held a large 
memorial exhibition of Whistler's works in February and March, 1904 during a time when Fiske 
would undoubtedly have seen his paintings. The family of the artist confirms that Fiske was a 
great admirer of Whistler and state that they still own a number of books about the painter from her 
original library. 
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27) in which the artist wears a similar black hat, white shirt with black bow tie and touches his 
paint brushes to the edge of the canvas. However, Fiske portrays herself in mid-action, as if 
unaware of the viewer whereas Whistler is nobly posed, eyes fixed on the audience in a more 
formalized self-portrait. Fiske depicts her face, obscured in the shadow of her hat, her features 
barely discemable.25 
Fiske would continue to represent her face in a mysterious, obscured manner in nearly 
every painting in which she included herself, emphasizing the importance of the artist and down-
playing the portrait of the individual (See Figs. 69 through 72). The interesting juxtaposition of 
her head against the brass-rubbing alludes to Fiske's marital status. The brass-rubbing represents 
a married couple who have spent their lives together and yet by 191126 Fiske was thirty-three 
years old and still unmarried. She received numerous offers of marriage throughout her life but 
remained single.27 Fiske may have made a conscious decision, even by the time this portrait was 
made, to pursue her role as an artist rather than as a wife and mother. Study in Black and White 
presents an intricate pictorial document that parallels her avenues of choice and her preference at 
25 The only known self-portrait that reveals Fiske's face was painted during her mature 
period in 1922 for her entry into the National Academy of Design. There she appears confronting 
the viewer, brushes in hand, with the light pouring in from the studio window across her face 
(1922, Fig. 28). 
26 If this painting was indeed made as early as 1911. 
27 Including a proposal of marriage by Charles H. Woodbury, according to his daughter-in-
law, India Woodbury, which was graciously declined. 
Fiske remained unmarried by choice. Her family recalls that she had a serious romantic 
relationship before 1904 that ended when the young man died. After her mother, Gertrude 
Horsford Fiske died in 1920, as the oldest unmarried daughter she lived with her father, Andrew 
Fiske (a retired Counselor at Law and partner in the Boston law firm "Hale and Fiske") in Weston 
until his death in 1928. It is not thought that she was active in feminist issues or groups, although 
her strong-willed personality certainly afforded her a greater independence than most society 
women possessed. Her secure financial status allowed her the freedom to paint as she wished, and 
she held studios at her home in Weston, her summer home on Pine Ridge Road, Ogunquit and at 
the Riverway and Fenway studios in Boston. She participated in local civic organizations such as 
the Weston Public library and Weston Historical Society and held active memberships in such 
organizations as the Guild of Boston Artists, Concord Art Association and the National 
Association of Woman Painters and Sculptors. (For a list of memberships, see Appendix I). 
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that time - the first of marriage or the other as a professional painter, which she ultimately chose. 
The woman as artist was celebrated by other contemporary painters, notably by fellow 
Museum School pupil Marion Boyd Allen (1862-1941)28 who captured sculptor Anna Vaughn 
Hyatt in the process of modeling a clay statue ( 1915, Fig. 29). Margaret Foster Richardson ( 1881-
c.1945),29 another Museum School student, painted her own self-portrait Self-Portrait, A Motion 
Picture (1912, Fig. 30) that captures the painter, paint-brushes in hand, as if in mid-stride. The 
freedom of spirit, vitality of expression and almost ethereal halo of light cast upon the figure 
creates an unusual image of the painter that testifies to the self-assuredness and importance of their 
creativity that women artists were confidently communicating through their work.30 These three 
paintings illustrate the artist in motion rather than as formal portraits symbolizing the woman artist 
28 Marion Boyd Allen was at the School of the Museum of Fine Arts in Boston from 1902 
to 1910 (according to their records), taking many of the same classes as Fiske. They were 
probably well-acquainted with one another through mutual studies, exhibitions and associations. 
29 As stated in their files, Margaret F. Richardson was at the Museum School from 1905 to 
1908 studying under Tarbell after completing initial studies at the Massachusetts Normal Art 
School from 1900 to 1905 under Joseph DeCamp and Ernest L. Major. 
30 The work of women painters was celebrated in a 1917 exhibition held at Vose Galleries 
in Boston that featured over seventy paintings by fifty artists. The list of women represented gives 
an indication of the artists with which Fiske was associated as well as the great talent being 
promoted in Boston at the time. 
Artists included: Marion Boyd Allen, Alice W. Ball, Cecilia Beaux, Susan H. Bradley, 
Margaret Fitzhugh Browne, H.M. Bryant, Frances Chamberlain, Marion W. Chase, Sarah T. 
Coffin, Ethel B. Collver, Bertha Coolidge, Rosamond Coolidge, Kate L. Cotharin, Sally Cross, 
Gertrude Fiske, Una Gray, Lillian Westcott Hale, Alice R. Hardwick, Mary Brewster Hazelton, 
Laura Coombs Hills, Annie Jackson, Lee Lufkin Kaula, Jane H. Kilman, Laura Lee, Mary 
Macomber, Harriot B. Newhall, E. Parker Nordell, Jean Nutting Oliver, Rose O'Neil, Marie 
Danforth Page, Margaret Patterson, Elizabeth Paxton, Elizabeth W. Perkins, Lilla Cabot Perry, 
Margaret Pierce, Zelpha M. Plaisted, Marion L. Pooke, Marion Powers, Evelyn Purdie, Margaret 
Redmond, Margaret Richardson, Mary Neal Richardson, Elizabeth Wentworth Roberts, Edith 
Scott, Sarah Choate Sears, Martha Silsbee, Ella B. Smith, Rosamond L. Smith, Alice Ruggles 
Sohier, Mary Bradish Titcomb, Rosamond Tudor, Margaret G. Tyng, Beatrice Whitney Van 
Ness, Adelaide E. Wadsworth, Emily B. Wait, Marian P. Waitt, Elizabeth V.T. Watson and 
Adelaide Wolliver. 
The exhibition ran from April 30 through May 12 and nearly two-thirds of the 
exhibitors were museum school pupils or alumni. (A review of the exhibition and list of exhibitors 
are mentioned in the Boston Evening Transcript, 1 May, 1917, according to a clipping from 
Fiske's scrapbook). 
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as an activating rather than passive presence. Fiske also created a series of paintings that show 
herself as the artist painting in the studio- a self-portrait within a larger composition of the 
painter's working environment. The first of these was painted during her early period and is 
named for the dominant colors: Black and Gold (first exhibited 1914, Fig. 31 ). The image of the 
painter is almost too subtle to notice at first glance. A model, dressed in a full-skirted black dress, 
stands assuredly in front of a large mirror. As she looks into the mirror, her reflection looks back 
to her and behind her we see a part of the studio and the small form of Fiske framed in a doorway 
at the farthest top left corner of the canvas. The artist is just barely discernable, palette in hand and 
large canvas propped before her. Again, Fiske reiterates the importance of the woman as an 
independent, creative being - a theme she would elaborate upon in subsequent works from her 
mature period (See Figs. 69 through 72). 
The red-haired model of Jade (first exhibited 1916, Fig. 32) is another portrait type with 
the face obscured, much like the previously mentioned self-portrait of Fiske, Study in Black and 
White. The intense expression and Whistlerian composition and pose seen first in Study in Black 
and White reoccur in the haunting image of Jade. The strong, individual portrayal of woman looks 
forward to Fiske's later paintings of the apparently self-reliant, modem women of the 1920's. 
Unlike paintings such as Tarbell's Reverie (Katharine Finn) (1913, Fig. 33) that typify the 
"dominant cultural ideal of their period that privileged women should be decorative, ladylike, and 
seemingly free from responsibility"31 Fiske's bold images such as Jade and the later Bettina 
(Fig.34) serve as a departure from the usual Boston School depiction of women. The heightened 
colors in Jade, broader application of paint and choice of subject point towards Fiske's significant 
style shift after 1920 and her contact with Maine painter Charles H. Woodbury. The exotic, 
patterned screen that is placed behind the model in Jade will reappear in subsequent canvases such 
as The Curtain (c.1915, Fig. 39) and Job's Tears (c.1915, Fig. 37), to play an even larger part 
31 Fairbrother, 77. 
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within the composition. 
On her graduation from the School of the Museum of Fine Arts in 1912, Fiske began 
painting images of women that were free from associations of wealth, status and domesticity and 
instead looked to an increasingly modem portrayal of women. These works would start to 
characterize the artist's vision and signify her challenge of the traditional female stereotypes 
perpetuated by her colleagues. Fiske launched her artistic career, began exhibiting in the Boston 
area and was recognized locally as an active member of the Boston School of painters. She found 
immediate acceptance at the professional level, and her paintings were favorably received by her 
peers, the public and local art critics.32 After the excitement of the Armory Show of 1913 (the 
European section was exhibited at the Copley Society in Boston) had died down, Tarbell and 
Benson left their teaching posts at the Museum School and started the Guild of Boston Artists to 
reaffirm the traditional academic-based values embodied in their art. Fiske, a founding member, 
was to exhibit with the Guild throughout her life, and at least initially adhered to the notion of 
continuing the conservative tradition of the Boston School in face of the rapidly changing realm of 
modem art. As her signature painting style emerged, her technique and subject matter reflected her 
progressively modern vision. 
Some of Fiske's earliest critical successes exhibited at the Guild of Boston Artists were 
works such as Goldfish (1913, Figs. 35 and 36), Job's Tears (c.1915, Fig. 37), The Shadow 
32 An example of the reception of her work can be seen in local reviews: "Largeness and 
serenity of vision mark the work of this painter, only a few years out of the art school and already 
hailed as a probable celebrity. What a brilliant emotionality can accomplish when superadded to 
the right technique is proved in several of her works which are making even jaded gallery trotters 
take notice. If justification of thorough academic training were ever needed it might be found in the 
quick progress of such an artist as Miss Fiske to a foremost place in a profession of steadily 
advancing standards ... " Frank W. Coburn, "Fine Flair of Gertrude Fiske's Pictures", The 
Sunday Herald, 13 February, 1916 (according to a clipping from Fiske's scrapbook, Fiske 
Estate). 
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(c.l915, Fig. 38) and The Curtain (c.1915, Fig. 39).33 This series depicting the female figure is 
distinguished by strong chiaroscuro and richly patterned backgrounds. The women represented 
are captured in moments of quietude or melancholy and are portrayed more conservatively than 
later images of women painted by Fiske from the 1920's such as Dorcas (Fig. 58) and Strollers 
(Fig. 63). Goldfish was exhibited at the Carnegie Institute in Pittsburgh where, upon its 
immediate positive reception, it was purchased by James R. Mellon, founder of the Mellon 
Institute.34 The painting illustrates two you~g women who lean over a glass bowl of goldfish; a 
contemporary review describes that the one woman wears a red dress, the other a white dress and 
the background is "somewhat ambiguous ... a translucent piece of drapery with vertical gray bars, 
which may be the marking of the stuff itself, or the shadows of some invisible objects falling on a 
plain surface. "35 The focused narration and subject of two women and a bowl of goldfish, unlike 
Woman Crocheting, exudes an idealism and optimism that later canvases abandon. The use of 
shallow backgrounds or decorative backdrops was commonplace in Fiske's compositions as early 
as 1913, the date of Goldfish. This exclusion of a discernable room interior concentrates the focus 
of the painting onto the figures and leaves less space for narrative possibilities. The same shallow 
background can be seen in Job's Tears animated by the lyrical birds and designs on the fabric 
behind the model.36 However, in this composition the figure of the woman is much closer to the 
viewer in a three-quarter-length pose that only accentuates the long beaded necklace that hangs 
33 Unfortunately, the current location of Job's Tears, Goldfish and The Shadow are not 
presently known. Only black and white copies of the paintings were available for use in this 
paper. 
34 F.W. Coburn, "Fine Flair of Gertrude Fiske's Pictures," The Sunday Boston 
Herald, 13 February, 1916 (according to a clipping from Fiske's scrapbook, Fiske Estate). 
35 "Miss Fiske's Pictures," Boston Evening Transcript, 8 February, 1916 (as seen in 
a clipping from Fiske's scrapbook). 
36 The same Oriental fabric seems to have been used repeatedly as seen in The Shadow 
(Fig. 38) and The Curtain (Fig. 39). 
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down the front of her dress. 'Job's tears' is the name for a species of grass (Coix Lacryma) that 
has shiny round grains shaped much like tears which have been used as beads for centuries.37 
Fiske, by naming the painting after the model's necklace, had sought to emphasize the beauty and 
texture of these beads. The Shadow was awarded the Silver Medal at the Panama-Pacific 
Exposition of 1915 and was thought by contemporary critical reviewers to be Fiske's masterpiece 
at that point in her career. A model in a flounced white dress stands before a largely white, red and 
blue peacock-embellished oriental screen.38 Her slightly downcast gaze and arms clasped behind 
her back combined with the intriguing play of light imbue a sense of sadness and foreboding. A 
diaphanous shadow that creeps towards the figure serves as the subject of the painting leaving the 
viewer to dwell upon the mysterious possibilities of its significance. The figure in this 
composition has taken on a more universal representation of woman as her features become 
slightly obscured by the shadow. 
A second compelling work whose introduction of adolescent female nudity puzzled 
contemporary critics was The Curtain which showed " ... a mother and daughter doing something, 
or nothing, most effectively amidst a blare of light. "39 The two figures look past one another in 
silence - only the pale, delicately patterned yellow curtain knits the two together. The richly 
decorated fabric creates an immediate backdrop and shallow space that almost floats towards the 
figures. The older clothed woman, perhaps the mother, is seated on the bed holding what appears 
to be a white handkerchief in her right hand, while the unabashedly naked pubescent young girl 
looks off to one side. Only the silhouette of a Windsor chair back breaks the fluid, light-filled 
37 Oxford English Dictionary, Compact Edition, Volume 1, "Job's Tears" 1510, 
Section 2c. 
38 Description of colors used in The Shadow according to review of the Boston Guild of 
Artist's one-person exhibition, "Miss Fiske's Pictures," Boston Evening Transcript, 8 
February, 1916 (according to clipping in Fiske's scrapbook, Fiske Estate). 
39 Review of the Boston Art Club's 60th Annual Exhibition, The Boston Herald, 4 
April, 1915 (as seen in clipping from Fiske's scrapbook, Fiske Estate) . 
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scene, but does not aid in interpretation. The nudity of the young girl juxtaposed to the fully 
dressed woman creates the uneasiness of the scene. Like other Boston artists, Fiske rarely painted 
nudes, and frontal nudes were usually "innocent young girls" or women "placed in dimly lit 
interiors, outlined with an etherealizing halo of light. "40 Again, Fiske uses the Oriental screen or 
fabric as the beautifully designed background, but in this instance it becomes the title and subject of 
the painting. 
Sleeping Nude (Bird of Paradise) (1916, Fig. 40) and Nude (c.1922, Fig. 41) are two 
more examples of the female nude by Fiske. Both depict models in her studio but are very 
different from one another in technique, composition and pose. Sleeping Nude shows the 
outstretched body of a sleeping model so softly painted that the flesh appears to melt into the 
delicately patterned surface on which she lays, in contrast with the woman in Nude who is strongly 
delineated by a careful application of paint and attention to light and modeling. The first painting 
retains a sense of sensuousness, perhaps through the exotic flowers that sharply animate the corner 
of the painting, or the gentle, fluid light or by the foreshortened languid body of the model herself. 
In the second politely draped Nude, the pose is more formal but offset by a lack of traditional 
academic decorum. It is more in keeping with Fiske's earlier style rather than the more 
impressionistic work of the 1920's to which this painting dates due to its tighter handling of paint 
and retrospective, academic manner. The use of a mirror upon which the model leans serves to 
reflect the studio windows, and thus draws the viewer into the room and at the same time reflects 
importance of the figure. Both paintings were produced in her Boston studio and were exercises in 
the human anatomy. Neither appear to contain any overt symbolism, nor represent a modern 
image of woman. Although each is developed in a different manner and attitude, together they 
represent Fiske's treatment of the nude female figure, historically considered the highest ideal in 
40 Leader, 85. 
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academic traditions of art for which Boston artists trained.41 
Through contact with the Maine marine painter Charles H.Woodbury, Fiske's paintings 
begin to show a marked departure from the Boston School traditions and early influences of her 
instructors, Tarbell and Benson. The painterly style that would be the hallmark of her mature 
works can be ftrst seen in her landscapes and beach scenes (Figs. 42 through 45), which were 
painted during summers at her home in Ogunquit in the middle of the active art colony that thrived 
alongside Woodbury's studio. She took the spontaneity and breadth of color found in 
Woodbury's marine and landscape paintings (Figs. 46 through 48) and in turn applied it to her 
major figurative works, creating a new, fresh and impressionistic manner that was much unlike her 
earlier works. Her models, once cloistered indoors, are now depicted outside in the sunlight, and 
the paint is applied with a new found sense of excitement. 
Woodbury's seasonal art school at Perkins Cove, Ogunquit, Maine, became a magnet for 
many amateur and professional artists who escaped Boston's heat in the summertime.42 The 
growth of the artist's colony during the first few decades of the twentieth century from 
Woodbury's school helped to make Ogunquit a popular place to visit and live. Many of these 
summer residents were single women who lived within walking distance of Woodbury's cove and 
studio: Charlotte Butler, Amy Cabot, the Earle sisters, Susan Ricker Knox, Grace Morrill, 
Elizabeth Sawtelle and Gertrude Fiske were all women who bought land from Woodbury or 
owned homes in proximity to the art colony.43 Fiske began working with Woodbury upon her 
41 Leader, 14. 
42 Woodbury's art school in Ogunqiut was established in 1898. 
43 Louise Tragard, Patricia E. Hart and W.L. Copithorne, Ogunquit, Maine's Art 
Colony- A Century of Color 1886-1986, (Ogunquit, Maine: Barn Gallery Associates, Inc., 
1987), 68. 
"The Misses Butler, Cabot, Fiske and Sawtelle lived in Pine Hill Road within walking 
distance of the electric trolley, and were often called "The Pine Hill Girls." The trolley, completed 
in 1907, transported them to town or to church on Sunday ... Sporting long skirts, high collared 
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graduation from the Museum School and he considered her the most talented of his many pupils.44 
Woodbury would instruct his students to capture the changing effects of light and color in 
nature upon eight-inch by ten-inch canvas board pochades (rough sketches).45 Many of Fiske's 
pochades remain (Figs. 49 through 51) and serve to illustrate the techniques that she used in both 
her outdoor works and studio figure paintings. These spontaneous pochades were made in place 
of preliminary sketches on paper and became small color and composition studies for her large, 
fmished canvases, such as the study and finished painting The Banner (c.1915, Figs. 52 and 53) 
and Girl with Turkeys (Figs. 54 and 55). Roberta Zonghi noted that "Woodbury emphasized the 
personal approach, not placing as ·much emphasis on technique as on the interpretation of the image 
and the emotion it created in the artist."46 Fiske integrated this emphasis on interpretation with her 
own paintings and would further distinguish her style from her Boston School contemporaries, 
many of whom continued using a polished surface on their canvas in order to retain an almost 
photographic illusion of reality and enhance fine draftsmanship. 
The Saunterers (Fig. 56) was painted during the summer of 1912 and depicts pedestrians 
on the York Bridge, near Ogunquit. The Japanese-like composition with the bridge cut off sharply 
at either end, is consistent with the popularity of Japanese prints among the Boston middle and 
blouses and wide brimmed straw hats, or, in later years, print shirt-waist dresses and solid, high-
top laced-up shoes, they often gathered for tea or to paint along the mile-long Marginal Way ocean-
walk which connected the Cove to the village center. Watching them stroll by, their colorful 
parasols atwirl, local wags dubbed them "The Virginal Wayfarers". Their paintings strongly 
resembled those of their teacher, but showed enough individual style to achieve some regional 
recognition and to insure a long-lasting acceptance in the Ogunquit Art Association which 
Woodbury and his colleagues formed in 1928." Tragard, et al., 17, 68. 
44 Interview with India Woodbury, daughter-in-law of Charles H. Woodbury, Ogunquit, 
Maine, September 16, 1989. 
45 Tragard et al., 13. 
46 Joan Loria and Warren A. Seamans, Earth, Sea and Sky: Charles H.Woodbury: 
Artist and Teacher 1864-1940, (Cambridge, MA: Massachusetts Institute of Technology, 
1988), 33. 
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upper class established by the late 1880's.47 A similarity to Woodbury can be seen in both the 
choice of subject and handling of color and paint, although in Woodbury's York Bridge, Ogunquit 
(Fig. 57), his brushstrokes are drawn out more freely than his student's briefer touch of paint. 
Fiske populates her bridge with brightly-clad strollers carrying parasols and includes a telephone 
pole in the upper right area of the bridge in acknowledgment of the modem world. 48 Other 
canvases that Fiske painted during her summers at Ogunquit share much the same freedom of 
handling paint, abbreviated figures and bright colors, especially scenes of crowds and bathers on 
Ogunquit Beach (Figs. 42 through 45). Although Fiske shared with Woodbury many of the same 
subjects and expressed her vision in a like manner, she was more interested in depicting the figure, 
especially female models, which Woodbury almost never painted.49 While Woodbury was 
fascinated with the ocean in all seasons and was essentially a marine painter, Fiske would return to 
Boston in the cooler months and continue painting models in her studio. 50 In response to 
Woodbury's broad method of applying paint, Fiske enlivened her own compositions with a freer 
touch than she had previously used on early works such as Woman Crocheting (Fig. 12). This 
bolder manner can be seen in two fine examples of her mature style, Strollers (1926, Fig. 63) and 
Dorcas #2 (c.1930, Fig. 60). Fiske thus integrated two very different and contrasting sources of 
inspiration and training: the academic control and restrained methods of the Museum School and 
47 Leader, 247. 
48 Woodbury showed modernity in his own works such as Going Up (Fig. 48) that 
illustrates airplane rides along Ogunquit Beach (both Fiske and Woodbury took part in flying 
experiences and created paintings from them). 
49 Woodbury almost exclusively painted landscapes, seascapes and restricted his figures to 
part of the overall scene. Only in his earliest works did he put more emphasis on the human figure 
as a subject. For further reading on Woodbury, see Joan Loria and Warren A. Seamans, Earth, 
Sea and Sky: Charles H.Woodbury: Artist and Teacher 1864-1940, (Cambridge, MA: 
Massachusetts Institute of Technology, 1988). 
50 Her association with Woodbury lasted until his death in 1940, and Fiske continued to 
paint in Ogunquit during each summer, staying at her second home on Pine Ridge Road. 
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the lively ruggedness of Woodbury. 
FISKE'S MATURE PAINTINGS 1920- 1935 
Fiske's art continued to receive critical acclaim both locally and nationally, and she 
maintained an active exhibition schedule up until1930. During this time Fiske was first elected an 
Associate Member of the National Academy of Design, New York in 1922 and by 1930 had 
become a full Academician. The 1920's were also marked by numerous major awards and her 
significant nomination as the fust woman member of the Massachusetts State Art Commission in 
1930. For the Boston School as a whole, its style and subject matter changed very little during the 
1920's. Works exhibited by most Boston painters during this time continued to depict the 
personification of female beauty, the genteel woman following her ideal pursuits painted in the 
academic manner so typical of the Boston School. Fiske's affinity with the Boston school 
remained strong, but her summers spent painting in Ogunquit were to have a permanent effect on 
her palette, technique and approach. Fiske's mature style showed a greater independence from her 
peers through her increasing painterly manner, choice of portraying women as subjects rather than 
domestic or feminine objects, and the depiction of her models in the artist's studio. 
Each of Fiske's canvases manage to capture the individuality of the woman and at the same 
time represent a universal image. The setting for her models changed from the exclusive, domestic 
and decorative interiors of her early works to the outdoors. A parallel can be drawn from the 
liberation of the women she chose to depict in the freedom of nature as compared with their earlier, 
confining interiors. The contemporary characterization and relaxed, informal manner in which the 
women are captured seems to diminish any notion that they are merely updated genteel images but 
reflective of the changing position of women. This image of a new, modern woman can be readily 
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seen in a series of large canvases depicting one of her favorite models, Dorcas MacNeil. Dorcas 
(frrst exhibited 1928, Fig. 58) shows the young model outside the Weston studio with one of the 
artist's bull terriers stretched out by her side. The warm sun dapples light upon Dorcas' face and 
on the grass beside her, carefully but freely modulated in broad brushstrokes of warm yellow and 
bright green. Dorcas' richly patterned red dress contrasts with the vivid green of the grass. 51 Her 
hair is bobbed in the fashion of the day, and her dress is equally up-to-date. A second canvas, Girl 
with Dogs (1926, Fig. 59) is similar in subject and technique to Dorcas, but lacks the dynamic 
impact of a strong, diagonal composition and closely cropped scene that is found in Dorcas. The 
bull terriers continued to play an important role, both to the composition of Fiske's paintings and 
as personal motifs.52 A second favorite pet, a bright green parrot,53 served much the same 
decorative function in a number of other paintings that again featured Dorcas (Figs. 61 and 62). 
Dorcas #2 shows the young woman outside the Weston house next to the caged parrot, the 
sunlight delicately edging her face and shoulders, spilling upon the bright blue and red kimono 
51 Some of Fiske's most productive painting years coincide with the time that Dorcas was 
her primary model. Dorcas MacNeil (b.1911) still recalls sitting for Fiske while she was still in 
school. Her mother was a visiting nurse and worked for the Fiske family for many years and 
often Dorcas would accompany her mother and made a convenient and attractive model for the 
artist. "I would spend the weekend and usually the weather was fine. Sometimes I sat for her up 
over the garage in the studio ... and fme days I would sit out on the side lawn ... she would work 
just so long and sometimes we would take a walk into the woods and pick blueberries... When I 
first started to sit for her- I was young and it was difficult to sit perfectly still for such a long 
time, and it helped me many times since, she would say if you just pick out a leaf or some one 
thing and concentrate on that one thing (it was usually a branch or a leaf or something), she said 
you will find it very simple, and it has helped me many times." Dorcas MacNeil Abate, Interview 
by Carol Walker Aten, 31 October 1988. 
52 Fiske kept Boston bull terriers as pets throughout her life and was very fond of that 
particular breed. It is understandable, then, that she would repeatedly include them within her 
paintings as they were not only her constant companions, but were also meaningful models. 
53 "She loved that parrot... nasty parrot, never talked but he was perfectly marvelous to 
paint, he would sit perfectly still!" Dorcas MacNeil Abate, Interview by Carol Walker Aten, 31 
October 1988. 
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wrapped around her. 54 Dorcas' face is carefully shaped with finer strokes of paint which contrasts 
to the loosely applied touch on her costume and even more suggestive quality of the wooded 
landscape behind her. Fiske always alluded to the outdoors in her figure studies, but restricted her 
landscape to a play of foliage and patterns of color and light, keeping the background space very 
shallow - much like her earlier interior works such as The Curtain (Fig. 39) and The Shadow 
(Fig. 38). By isolating her figures against such backgrounds, the narrative of the painting is 
greatly reduced and the focus upon the individual enhanced. 
The woman as a subject without domestic props or gentrified indoor location, already seen 
in works such as Dorcas, would remain an important theme. A continuing focus on the female 
figure, whether engaged in motion, paused or posed can be found in other paintings by Fiske 
during this mature period. In Strollers (1926, Fig. 63) two women are captured mid-stride and up-
close while apparently in thoughtful conversation with one another. They wear fashionable 
brimmed hats pulled over their faces, obscuring their features, and are dressed in stylish current 
clothing. The painted surface of the canvas is activated by the wide patches of shimmering foliage 
that acts as a shallow backdrop to the two figures. The lush lime green and opaque yellow pattern 
contrasts with the strong, primary red shawl of the left figure while blending into the green dress 
of the right figure, thereby enhancing the first woman's presence. As in Dorcas, the composition 
is closely cropped from the tip of the women's hats to the tops of their thighs, giving an immediacy 
and impression of a sudden, intimate- almost photographic moment captured. The painting 
appears to illustrate the comraderie of friendship and companionship between the two women 
while at the same time representing a liberated image of women (as seen in the canvases featuring 
54 According to the artist's family, Fiske would select specific clothes for her models to 
wear, choosing them for their color and pattern so as to animate her paintings, but did not select 
them to reflect a now-passed genteel era. Dorcas recalls being fitted with an oversized dress that 
the painter would pin in the back because it was the right color, even though it was too large for the 
model's small frame. The family still owns several chests of drawers in the Weston studio that 
contain clothing and costumes and comment that "she was like a crow, any kind of thing that was 
brightly colored that she liked she would save and use it in a picture or for a background on a 
screen." Dorcas MacNeil Abate, Interview by Carol Walker Aten, 31 October 1988. 
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Dorcas), unencumbered by their domestic or idealized environment. This updated representation 
of the changing status of women shows Fiske's ongoing challenge to the Boston School's 
conservative, idealized portrayal of women. It also represents a progression from Fiske's earlier 
period illustrated by Black and Gold (Fig. 31), The Shadow (Fig. 38) and Jade (Fig. 32), each 
whose figures set indoors were more closely allied with the Boston School's depiction of genteel 
women as compared to the relaxed, freer women of Fiske's paintings from the 1920's and early 
1930's. 
Other paintings highlight the individual woman, distinguishing her as a person with a name 
rather than merely focusing on her mood, fashionable accessories or universal appeal. Fiske's 
Bettina (Fig. 34) represents a strong portrait study. It also exemplifies a slight shift in style to her 
earlier, more formal and restrained portrayal of the human figure although now charged with a 
bolder image and more saturated color. The painting is more assertive in several ways: the richly 
patterned red surface behind the model contrasts sharply to her stark black dress and hat, and even 
her profile is strong, features enhanced by the light falling upon her face, throwing her downcast 
eyes into shadow. The tight handling and restrained control of paint also enhances the assertive 
quality of the portrait. Other Boston painters such as Gretchen Rogers (1881-1967) had portrayed 
women as strong, independent beings not relegated to domestic settings or dreamy poses in works 
such as Woman in a Fur Hat (c.1915, Fig. 64) and Girl Reading (c.l915, Fig. 65) much as Fiske 
had since the early self-portrait, Study in Black and White (Fig. 22). 
During this period Fiske also continued to paint images of her studio that often included 
intriguing self-portraits of the painter within the composition. The Window (first exhibited 1916, 
Fig. 66) is a compelling example. Three models are positioned in a contrived arrangement, as if 
they were mannequins, in front of a large studio window. Each figure's face is obscured either by 
shadow or a hat, lending further mystique to the already complicated scenario. The women do not 
communicate with one another, but gaze in separate directions, almost oblivious of one another's 
presence, united only by their arrangement within the composition. A strong white glare of light 
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from the window wraps around the figures and serves as both a focal point and backdrop to the 
scene, in turn creating deep shadows that enhance the composition. Although The Window is set 
in the artist's environment, it does not relate to her other canvases of the painter within the studio, 
unless one reads the farthest figure in yellow as a possible self-portrait. Of all Fiske's paintings 
that feature the female figure, this particular works stands apart and resists comparison due to its 
unusual composition, arrangement and subject. 
Fiske included herself in a group of canvases that portray her studio as a working 
environment rather than a place of leisure or domesticity. The first of these self-portraits, Black 
and Gold (c.1914, Fig. 31) as mentioned previously, was painted early in her career. Other 
contemporary women artists were making self-portraits of the artist in the act of creating within a 
painting and may have initially inspired Fiske.55 In fellow Museum School student Marie 
Danforth Page's portrait of her husband, Calvin Gates Page (1909, Fig. 67), she portrays her 
shadowy presence as a painter at work behind the seated figure of her husband, a microbiologist. 56 
Although Fiske did not enter the school until three years after Page had finished, the two artists 
belonged to many of the same associations such as the Copley Society and Guild of Boston 
Artists, and exhibited together frequently. Both women were medal winners at the Panama-Pacific 
Exposition in 1915, and were probably well-acquainted with each other's work well before then. 
It is possible that Fiske could have adopted the motif from Page, but the self-portrait subject within 
a painting was not uncommon. Another American impressionist painter, William Merritt Chase 
(1849-1916)57 had also captured his own image in as discreet a manner in Hall at Shinnecock, 
55 Self-portraits have historically been the most successful vehicle through which artists 
can assert their own personal statements and purposes. 
56 Page (1869-1940) was also a student at the Museum School and studied under Tarbell 
and Benson between 1890 and 1895. (According to Museum School records). 
57 The family of the artist has mentioned that Fiske was friends with Chase, who was a 
member along with Fiske of the Boston Society of Etchers. 
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(c.1892, Fig. 68) as Velazquez had centuries before him in Las Meninas (1656, Fig. 69), both 
painters representing the reality of the situation and the artist as an emblem of his own artistic 
purpose. 58 A student of Chase, Ellen Emmet Rand ( 187 6-1941) also depicted herself as painter in 
the upper left comer of a portrait of her niece in the painting In the Studio (1910, Fig. 70). This 
particular painting won a gold medal at the Panama-Pacific Exposition in 1915 and was also surely 
familiar to Fiske, who was a silver medalist at the same exposition.59 
In Fiske's Artist and Model ( 1922, Fig. 71) the painter plays a prominent part of the 
composition, but her face remains concealed by shadow as witnessed in her earlier self-portraits. 
The canvas stands with its back to the viewer, Fiske is paused with brush in hand, contemplating 
the work at hand, a model casually seated beside her. The scene is set once again in the painter's 
city studio. In contrast to her earlier treatments of this subject, the artist is the focus of the 
composition, here occupying half of the painting. The Model (1923, Fig. 72) continues the self-
portrait subject with a young model seated, hands clasped together and wearing a red-veiled black 
hat. Her figure, nearly in profile, is reflected in the large mirror that composes of the entire 
background and which nearly fills the entire canvas. On the right sits a still life of candelabra, jars 
and a dish set upon a bright blue cloth also reproduced in the mirror. Yet the real subject of the 
painting again is the portrait of Fiske, palette clutched to her side and brush hanging down, as her 
shadowy figure looms over the scene that she is painting while being reflected by the mirror. 
Repeatedly her face is obscured, as if to minimize her individuality and enhance the significance of 
the universal painter, the woman as creative artist. The same use of a mirror to reflect her image as 
an artist at work can also be seen in The Geranium (first exhibited 1924, Fig. 73) and an 
unfmished, untitled canvas of a still life and self-portrait (Fig. 74). It is interesting to note that the 
58 Nicolai Cikovsky Jr., "William Merritt Chase at Shinnecock Hills," Antiques 131 
(August 1987), 297-98. 
59 Eleanor Tufts, American Women Artists 1830-1930, (Washington D.C.: National 
Museum of Women in the Arts, 1987) Plate 18 (no page numbers). 
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later the date of the work, the more prominent the self-portrait of Fiske becomes within the 
painting. This continued use of her own image within her paintings pointedly illustrates her choice 
to determine her own destiny as an individual. Fiske takes this form of self-imagery and 
transforms it from a representation of the artist's self-portrait within her painting to the subject of 
the painting itself- the woman as painter and creator: the artist as the subject. The recurring self-
portrait subject was an important image to Fiske who through her art challenged the conservative 
feminine stereotypes. 
Although a tremendous body of work survives her, Fiske's popularity waned with the 
decline in demand and appreciation for the Boston School's paintings after 1930. She continued to 
paint women and children, landscapes, portraits and character studies of the elderly through 1930 
but by the 1950's, when her health failed, Fiske was no longer active. Throughout her life, she 
held her family and friends very separately from her painting career. Fiske's family knew very 
little about what she was trying to achieve as an artist, but wisely kept intact her estate and Weston 
studio. Her works were left unexhibited except for a series of retrospective exhibitions held 
shortly after her death in 1961. 
Until the recent reexamination of the Boston painters through exhibitions such as the 
Museum of Fine Arts, Boston's "The Boston Tradition" in 1980 and "The Bostonians: Painters of 
an Elegant Age, 1870-1930" in 1986, the interest in works by artists of the Boston School 
remained with a small handful of collectors. The reaffirmation of painters such as Fiske, Gretchen 
Rogers and Marie Danforth Page has revealed a group of artists, primarily women, who shared 
great successes with their male contemporaries, yet whose talents, paintings and contributions to 
American art were underacknowledged by subsequent critics, scholars and historians. In recent 
years, as witnessed by successful museum and gallery exhibitions and escalating prices, the 
American art market has rediscovered women artists such as Fiske. One of the few women 
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promoting a more contemporary and independent image of the female figure in art, Fiske was 
considered during her lifetime to a premier Boston painter. 60 Gertrude Fiske's figurative paintings 
serve as a example of the quality and talent that was fostered in Boston during the first few decades 
of this century. Her belief in women as professional artists and her determination to challenge 
Boston's conservative female stereotypes through her successful career and art set Fiske apart from 
her peers. 
60 "Miss Fiske is by common consent regarded as one of the most talented of the Boston 
women painters ... " "Miss Fiske's Pictures," Boston Evening Transcript, 18 February, 1916 
(according to clipping in Fiske's scrapbook, Fiske Estate). 
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Gertrude Fiske's summer home, Pine Ridge Road North, Ogunquit, Maine 
-------------------------------------------------- -
The artist's tools, from the studio in Weston, Massachusetts 
(Photography: Jay Willis) 
The artist's tools, from the studio in Weston, Massachusetts 
(Photography: Jay Willis) 
Photograph: School of the Museum of Fine Arts, c.1908-10 
(Gertrude Fiske is in center row, kneeling first from left.) 
Photograph: Gertrude Fiske painting along the Marginal Way, Perkins Cove, Ogunquit, Maine 
c.1930 
Interior of Gertrude Fiske's barn studio, Weston, Massachusetts 
(Photography: Deborah Peckham) 
Fig. I 
GERTRUDE FISKE, The Carpenter 
1922 (Farnsworth Museum of Art, Rockland, ME) 
Fig.2 
GERTRUDE FISKE, Portrait of Andrew Fiske 
(Private Collection) 
Fig.3 
GER1RUDE FISKE, Weston Quarries 
1917 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.4 
GERTRUDE FISKE, Wiscasset, Maine 
(Private Collection) 
Fig.5 
GERTRUDE FISKE, Camden, Maine 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.6 
GERTRUDE FISKE, Reflecting Pond 
1920 (Private Collection) 
Fig.7 
GERTRUDE FISKE, Perkins Cove, Ogunquit 
(Private Collection) 
Fig.8 
GER1RUDE FISKE, Goat Carts 
1917 (Private Collection) 
Fig.9 
EDrrn SCOTI (1877-1978), Molly Scott Preparing for a Trip Abroad 
c.1905 (Private Collection) 
Fig.10 
MARY BREWS1ER HAZELTON {1882-1953), Lady with a Flamingo Cape 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.11 
MARY BREWS1ER HAZELTON (1882-1953) , Woman Reading- The Hat 
(Courtesy, Vose Galleries of Boston, Inc.) 
--- ---- , 
Fig.12 
GERTRUDE FISKE, Woman Crocheting 
c.1910 (Private Collection) 
Fig.13 
EDMUND C. TARBELL (1862-1938), Girl Crocheting 
1904 (Canajoharie Library and Art Gallery, Canajohruie, New York) 
. t 
Fig.14 
JAN VERMEER, Woman in Blue Reading a Letter 
1662-65 (Rijksmuseum, Amsterdam) 
Fig. IS 
JAN VERMEER, The Music Lesson 
c.1664 (Buckingham Palace, London) 
Fig.16 
GER1RUDE FISKE, Untitled (Lady with hat) 
c.1910 (Private Collection) 
Fig.17 
EDMUND C. TARBELL (1862-1938), Across the Room 
1899 (The Metropolitan Museum of Art, New York) 
Fig.18 
GERTRUDE FISKE, Portrait of Mrs. Terese Dillon Brown 
c.1911-12 (Courtesy, Vose Galleries of Boston, Inc.) 
,..-------- --
Fig.19 
BEATRICE WHITNEY VANNESS (1888-1981), Woman in a Green Kimono 
1911-12 (Private Collection) 
Fig.20 
JAMES MCNEILL WHISTLER (1834-1903), The White Girl: Symphony in White, No.1 
(National Gallery of Art, Washington, D.C.) 
Fig.21 
JAMES MCNEILL WHIS1LER (1834-1903), Symphony in Flesh Colour and Pink: Mrs. Leyland 
1873 (The Frick Collection, New York) 
Fig.22 
GER1RUDE FISKE, Study in Black and White: Self-Portrait 
possibly 1911, frrst exhibited 1916 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.23 
Photograph: Gertrude Fiske at the School of the Museum of Fine Arts 
c.191 0 (Courtesy, Vose Galleries and the Estate of Gertrude Fiske.) 
Fig.24 
Andrew Evyngar and Wife 
1533 (All Hallows, Barking, London) 
Fig.25 
JAMES MCNEILL WIDS1LER (1834-1903), Arrangement in Grey and Black No.1: the Artist's Mother 
1872 (Louvre, Paris) 
Fig.26 
JAMES MCNEILL WIDS1LER (1834-1903), Arrangement in Grey and Black No.2: Thomas Carlyle 
1872-73 (Glasgow Art Gallery) 
Fig.27 
JAMES MCNEll...L WIDS1LER (1834-1903), Arrangement in Grey: Self-Portrait 
1871-73 (Detroit Institute of Arts) 
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Fig.28 
GER1RUDE FISKE, Self-Portrait 
1922 (National Academy of Design, New York) 
Fig.29 
MARION BOYD ALLEN (1862-1941), Portrait of Anna Vaughn Hyatt 
1915 (Maier Museum of Art, Randolph-Macon Woman's College, Lynchburg, VA) 
Fig.30 
MARGARET FOSTER RICHARDSON (1881-c.l94S), Self-Portrait, A Motion Picture 
1912 (Pennsylvania Academy of the Fine Arts) 
Fig.31 
GERTRUDE FISKE, Black and Gold 
1914 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.32 
GERTRUDE FISKE, 1 ade 
1916 (National Academy of Design, New York) 
Fig.33 
EDMUND C. TARBELL (1862-1938), Reverie (Katharine Finn) 
1913 (Museum of Fine Arts, Boston) 
Fig.34 
GERTRUDE FISKE, Bettina 
c.1925 (Private Collection) 
Fig.35 
Photograph: Solo Exhibition of Gertrude Fiske, February 7-19, 1916, Guild of Boston Artists 
(Courtesy, Vose Galleries of Boston, Inc.) 
~--~,.h ... , ... . t.. l~\ 
Fig.36 
GERTRUDE FISKE, Goldfish 
1913 
,,: 
I I 
(originally collection of Edward R. Millon, Pittsburgh, PA. Current location unknown) 
- J 
Fig.37 
GER1RUDE FISKE, Job's Tears 
first exhibited 1915 
(originally owned by Memphis Art Association, Memphis, TN. Current location unknown) 
Fig.38 
GERTRUDE FISKE, The Shadow 
first exhibited 1915 
~ 
I 
! 
I 
(originally collection of Mrs. F.H. Harriman, Arden, NY. Current location unknown) 
Fig.39 
GER1RUDE FISKE, The Curtain 
first exhibited 1915 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.40 
GER1RUDE FISKE, Sleeping Nude (Birds of Paradise) 
1916 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.41 
GERTRUDE FISKE, Nude 
c.l922 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.42 
GER1RUDE FISKE, Ogunquit Beach 
1924 (Private Collection) 
Fig.43 
GER1RUDE FISKE, Ogunquit Beach, Maine 
(Colby College Museum of Art, Waterville, ME) 
Fig.44 
GERTRUDE FISKE, Front of the Bathhouse, Ogunquit 
(Collection of Mr. and Mrs. R.C. Vose, Jr.) 
Fig.45 
GERTRUDE FISKE, Bathers- Ogunquit Beach 
(Private Collection) 
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Fig.46 
CHARLES H. WOODBURY, Bathers 
(Private Collection) 
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Fig.47 
CHARLES H. WOODBURY, Ogunquit Beach Bathhouse with Lady and Dog 
(Courtesy, Vose Galleries of Boston, Inc.) 
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Fig.48 
CHARLES H. WOODBURY (1862-1940), Going Up 
c.1924 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.49 
GERTRUDE FISKE, Woman at the Edge of a Pond 
c.1917 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.SO 
GERTRUDE FISKE, Children in a Beach Pool 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.51 
GERTRUDE FISKE, At Narrow Cove 
(Private Collection) 
Fig. 52 
GER1RUDE FISKE, Study for The Banner 
c.1915 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig. 53 
GER1RUDE FISKE, The Banner 
frrst exhibited 1915 
(Courtesy,. Vose Galleries of Boston, Inc.) 
Fig.54 
GERTRUDE FISKE, Study for Girl with Turkeys 
(Private Collection) 
Fig .55 
GERTRUDE FISKE, Girl with Turkeys 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig. 56 
GER1RUDE FISKE, Saunterers 
1912 (Private Collection) 
Fig. 57 
CHARLES H. WOODBURY (1864-1940), York Bridge, Ogunquit 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig. 58 
GER1RUDE FISKE, Dorcas 
first exhibited 1928 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig. 59 
GERTRUDE FISKE, Girl with Dogs 
first exhibited 1926 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.61 
GER1RUDE FISKE, Girl and Parrot 
(Private Collection) 
Fig.62 
GER1RUDE FISKE, Study for Girl and Parrot 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.60 
GER1RUDE FISKE, Dorcas #2 
c.1930 
(Courtesy, 
Robert Schoelkopf Gallery, New York) 
Fig.63 
GERTRUDE FISKE, Strollers 
1926 (Private Collection) 
--------- ------ -----
Fig.64 
GRETCHEN ROGERS (1881-1967), Woman in a Fur Hat 
c.1915 (Museum of Fine Arts, Boston) 
Fig.65 
GRETCHEN W. ROGERS (1881-1967), Girl Reading 
c.1915 (Private Collection) 
Fig.66 
GERTRUDE FISKE, The Window 
first exhibited 1916 
(Courtesy, Vose Galleries of Boston, Inc.) 
Fig.67 
MARIE DANFORTH PAGE (1869-1940), Calvin Gates Page 
1909 (Private Collection) 
Fig.68 
WILLIAM MERRITI CHASE (1849-1916), Hall at Shinnecock 
c.1892 (Terra Museum of American Art, Chicago, ll.-) 
Fig.69 
Diego Rodriquez de Silva y VELAZQUEZ (1599-1660), Las M eninas 
1656 (Museo del Prado, Madrid) 
--1 
Fig.70 
ELLEN EMMET RAND (1876-1941), In the Studio 
1910 (William Benton Museum of Art, University of Connecticut) 
Fig.71 
GER1RUDE FISKE, Artist and Model 
1922 (Courtesy, Vose Galleries of Boston, Inc.) 
Fig.72 
GERTRUDE FISKE, The Model 
1923 (Courtesy, Hirschi and Adler Galleries, Inc., New York) 
~----------------------~~.~~-------------------------------
Fig.73 
GERTRUDE FISKE, The Geranium 
first exhibited 1924 
(Private Collection) 
Fig.74 
GERTRUDE FISKE, Untitled (self-portrait in mirror with still-life) 
1920's (Private Collection) 
Appendix I CHRONOLOGY 
2 q 
187f Born Gertrude Hubbard Fiske, April16, 187.8" to Andrew Fiske and Gertrude Horsford 
Fiske. Oldest of six children. (Nicknamed "Truddles" as child). 
Noted Boston sculptor Katherine Lane Weems (1899-1989) was Fiske's second cousin. 
19 0 4 October 3 entered School of the Museum of Fine Arts, Boston. Classes with Tarbell 
(painting); Benson (drawing, painting); Hale (antique drawing). 
1905 I in Antique (Hale); II in Still Life (Mary B. Hazelton). 
1909 Tarbell's Class (advanced painting, portrait); Benson's Class (painting); Antique (Paxton). 
1911 Modeling in afternoons (Bela Pratt); Antique (Paxton); Life (Hale); Portrait (Tarbell). 
1912 Tarbell's Class, Advanced Painting and Master Class 1912-13. 
Graduated Boston Museum School and visits Europe, France (1912 or 1913). 
1913 (or earlier) Began working with Charles H. Woodbury in Ogunquit, Maine. 
1915 Silver Medal for The Shadow, Panama-Pacific Exposition. 
1916 One-Person Exhibition, Guild of Boston Artists, (February 7-19). 
1917 One-Person Exhibitions: Cleveland Museum of Art; Rhode Island School of Design 
(February) and the Stuart Club, Boston (November). 
Boston Society of Etchers organized, G. Fiske, Secretary. 
1918 Hudson Prize for Portrait of Charles H. Woodbury, Connecticut Academy of Fine Arts. 
1920 One-Person Exhibitions: Farnsworth Museum, Rockland, ME; Wellesley College Museum 
of Art, Wellesley, MA (April12-24) and the Guild of Boston Artists, (December 13-24). 
Mother, Gertrude Horsford Fiske, dies. 
19 21 Joint Exhibition with Elizabeth W. Roberts, Boston Art Club, (February 16 - March 9). 
Bancroft Prize for Portrait of Charles H. Woodbury, Wilmington Society of Fine Arts, DE. 
1922 Elected Associate Member National Academy of Design, NY. 
Thomas B. Clarke Prize for The Carpenter, National Academy of Design. 
Julia A. Shaw Memorial Prize for Nude, National Academy of Design. 
1923 Second Place Popular Vote for The Carpenter, Detroit Institute of Arts. 
1924 Airplane trips in Ogunquit with Woodbury. Sketches made from the air. 
One-Person Exhibition, Guild of Boston Artists, (January 7 -19). 
Seventh Place Prize for Nude, Detroit Institute of Arts. 
1925 Flagg Prize for The Model, Connecticut Academy of Fine Arts. 
Portrait Prize for The Geranium, New Haven Paint & Clay Club. 
Thomas B. Clarke Prize for Sunday Afternoon, National Academy of Design. 
J. Clerici Prize for The Carpenter, National Association of Women Painters & Sculptors. 
Portraiture Prize for Charlotte in Gray, Springfield Arts League. 
19 2 6 A.C. Dunham Prize for Best Portrait for The Pilgrim, Connecticut Academy of Fine Arts. 
19 2 7 One-Person Exhibition, Guild of Boston Artists, (Spring). 
1928 One-Person Exhibitions: Guild of Boston Artists, (February 21- March 5); Grand Central 
Art Galleries, NY, (April24 - May 5). 
"Figure Paintings by Gertrude Fiske and Watercolors by Harold B. Warren", Copley 
Gallery, Boston (until April14). 
Father, Andrew Fiske, dies. 
1929 Thomas R. Proctor Prize (for a portrait), National Academy of Design. 
Prize, New Haven Paint & Clay Club. 
First Prize for The Geraniwn, Womens International Exposition, Detroit. 
19 3 0 Elected Full Member of the National Academy of Design, NY. 
Named first woman member of Massachusetts State Art Commission. 
1933 One-Person Exhibition, Guild of Boston Artists, (January 16-28). 
19 3 5 Julia A. Shaw Prize for Anni, National Academy of Design. 
Visits Capri. 
1961 Died April18. 
STUDIOS AND RESIDENCES: 
216 Commonwealth Avenue, Boston, c.1904. 
128 Dartmouth Street, Boston. 
132 Riverway and 120 Riverway, Boston (Studio: 1919 - c.1922). 
Grundmann Building, 198 Clarendon Street, Boston (Copley Hall Studios). 
Fenway Studios, Boston. 
"Stadhaugh", Weston, Massachusetts. 
Pine Ridge Road North, Ogunquit, Maine (summers). 
MEMBER 
Boston Guild of Artists (folding member) 
Concord Art Association 
Connecticut Academy ofF~· Arts 
New Haven Painter and Cla Club 
National Academy ofDesi , A.N.A. 1922; N.A. 1930 
Grand Central Gallery Ass iation 
American Federation of Arts 
Massachusetts State Art Commission 1929-30 
Ogunquit Art Association 
National Association of Woman Painters & Sculptors 
Chicago Society of Etchers 
Boston Society of Etchers 
National Arts Club 
Cosmopolitan Club, New York 
Appendix II EXHIBITION HISTORY 
1908 Boston Art Club, 4th Annual Exhibition of Boston Art Students, April24-30. Storm 
Clouds & 8 landscapes. 
1909 Boston Art Club, 5th Annual Exhibition of Boston Art Students, March. Watching the 
Race. 
School of the Museum of Fine Arts, Boston. "Exhibition of Students 
Summer Work." In the Waves; On the Sand; Ogunquit Beach; Watching the Waves; 
Kearsage, NH; Study; Hannah. 
1912 School of the Museum of Fine Arts, 36th Annual Exhibition, May. 
Corcoran Gallery, Annual Exhibition, December. Saunterers. 
1913 Pennsylvania Academy of Fine Art, 108th Annual Exhibition, February. A Brown 
Study, Miss F.P. 
Copley Gallery, Boston, "Exhibition of Women Artists" until April12. Frederika 
Paine. 
Copley Gallery, Boston, October 6-20. Marine: coast of Maine (no title). 
Chicago Art Institute, 35th Annual Exhibition, November. Breaking Waves, 
Saunterers & Study. 
School of the Museum of Fine Arts, 37th Annual Exhibition, May. M L. Pooke. 
Carnegie Institute, Pittsburgh, 17th Annual Exhibition. Uncle Billy. 
1914 Public Library, Columbus, OH, January. "Exhibition of 15 Women Painters of 
Boston" Two Girls. 
School of the Museum of Fine Arts, Annual Student Exhibition, February. Mr.B; 
The Bridge; Old Doorway; On the Piazza. 
Pennsylvania Academy of Fine Arts, Annual Exhibition, February. Black & Gold. 
Copley Hall, "Exhibition of Portraits by Living Painters" March. Mr. Charles P. 
Greenough of Longwood. 
Detroit Museum, "15 Women Painters of Boston" until April18. On the Piazza; The 
Bridge; The Bathers; Beach at Ogunquit; Gray Day on The Beach; Gray Hills; 
September Clouds. 
Carnegie Institute, Pittsburgh, 18th Annual Exhibition, April 30+. Goldfish. 
Stuart Club, 102 Fenway, Boston, "Joint Exhibition: Beatrice Whitney, Gertrude Fiske 
& Marion Pooke" April. 
Copley Gallery, Boston, May. Portrait head of a man. 
Poland Springs, Maine, 20th Annual Summer Exhibition, July. The Bridge. 
Guild of Boston Artists, 1st Opening Exhibition, November. Portrait of Andrew 
Fiske. 
Guild of Boston Artists, Exhibition of small pictures, November. Old House. 
Art Institute of Chicago, November - December. Breaking Waves; The Saunterers; 
Study. 
Corcoran Gallery of Art, Biennial Exhibition, December. 
Syracuse Museum, New York, "15 Women Painters of Boston" The Fortune Teller, 
DayDreams. 
1915 Panama-Pacific Exposition, Silver Medal for The Shadow. 
St. Botolph Club, "Exhibition of Women Painters" (show on tour for past 2 years), 
January. Study of a nude child & The Saunterers. 
Guild of Boston Artists, on exhibit in front room: January, red-haired figure in bare 
studio and An Old House. 
Kermesse Flamande, Horticultural Hall, Belgian Relief Fund Exhibition, January. 
Pennsylvania Academy of Fine Art, 110th Annual Exhibition, February. Job's 
Tears. 
Brockton Public Library, MA, lOth Annual Exhibition of the Woman's Club, March. 
Detroit Museum of Art, "Spring Exhibition of American Art," April. 
Boston Art Club, 60th Annual Exhibition of Contemporary American Art, April 3 -
May 1. The Curtain. 
Bradford Academy, Haverhill, MA, "Exhibition of Paintings by Boston Artists," May. 
Guild of Boston Artists, 1st Spring Exhibition, May. The Banner (17). 
Poland Springs, ME, 21st Annual Summer Exhibition, June. 
Nashville, TN, Annual Exhibition of American Paintings and Arts & Crafts. 
City Art Museum, Forest Park, IT.-, "Exhibition of Woman Artists" September 6+. 
Montreal Art Museum, Exhibition in new museum, October. 
Worcester Art Museum, Guild of Boston Artists traveling show, until October 24. Old 
Homestead (11). (Travels next to Rochester, NY, Albright Art Gallery, Buffalo in December, & "cities 
farther west") 
1916 Corcoran Art Gallery, 6th Biennial Exhibition of Contemporary American Painters. 
Edge of the Marsh. 
Palace of Fine Arts, San Francisco, January. 
Guild of Boston Artists, One-Person Exhibition .. February 7-19. 
National Association of Women Painters & Sculptors, 26th Annual Exhibition, 
February. Job's Tears. 
Detroit Museum of Art, Guild of Boston Artists Exhibition, February. Old Homestead 
& The Window. 
Brockton Public Library, MA Brockton Women's Club Annual Exhibition, February. 
Connecticut Academy of Fine Arts, Annual Show, March. Katherine. 
Museum of Fine Arts, Boston, Guild of Boston Artists Exhibition, March 8 - April. 
The Shadow and Study in Black and White. 
Boston Art Club, 61st Annual Exhibition, March-April. Shadows and Light (21). 
Lotus Club, NY, Exhibition of National Academy of Design Rejects, April. Job's Tears. 
Portland Museum of Art, ME, Portland Society of Art Annual Spring Exhibition, 
April. Gray Day and Sunshine. 
Providence Art Club, Annual Exhibition, May. The Goldfish. 
Guild of Boston Artists, Members Show, May 16- June 16. Edge of the Marsh. 
Poland Springs Art Show, ME, 22nd Annual Exhibition of American Paintings, 
June. Study in Black and White. 
Newport Art Association, RI, 5th Annual Exhibition, July. Jade. 
Rhode Island School of Design, Providence, RI, Autumn Exhibition, October. 
Job's Tears. 
Goodspeeds Book Shop, Boston, Exhibition & Sale of Etchings by Local Artists, 
November 1-30. 
Pennsylvania Academy of Fine Arts, Annual Watercolor and Miniature Exhibition, 
until December 10. 
Guild of Boston Artists, Small Pictures by Members, December. 
National Academy of Design, Winter Academy, December. Portrait of Charles H. 
Woodbury. 
1917 Cleveland Museum of Art, One-Person Exhibition. 
Abbot Academy, Andover, MA, John-Esther Gallery, Annual Exhibition of Paintings by 
Contemporary Artists. 
Rhode Island School of Design, One-Person Exhibition, until February 27. 
John Herron Art Institute, Indianapolis, 32nd Annual Exhibition of Paintings & 
Bronzes, February. 
Concord, MA, Town Hall, Concord Annual Exhibition, until February 25. 'urban subject' 
and etchings. 
Pennsylvania Academy. of Fine Arts, 112th Annual Exhibition, February. Ann and 
Theresa. 
Connecticut Academy of Fine Arts, 7th Annual Exhibition, February 12-26. 
New Haven Paint & Clay Club, at the Yale School of Fine Arts, 16th Annual 
Exhibition, April1-22. Ann and Theresa. 
Doll & Richards, Boston, 1st Annual Exhibition of The Boston Society of Etchers, 
until April 21. Birches. 
Museum of Fine Arts, Boston, Guild of Boston Artists 2nd General Exhibition by 
Members, April2-21. Pilgrim and Parasol. 
Vose Galleries, Boston, Exhibition of Women Painters, April 30- May 12. Study in 
Black and White (21) (traveled to Malden Public Library, until May 26.) 
Copley Society, Boston, Exhibition of Pictures and Sculptures, until May 24 (at Copley 
& Allston Halls). Portrait of Mr. H.F. Hewes. 
National Academy of Design, Spring Academy, March-April. Sleeping Nude. 
Guild of Boston Artists, May 19 - June 12. The Banner. 
Guild of Boston Artists, Spring Exhibition, May 9 -June 9. Sleeping Nude. 
Guild of Boston Artists, Portraits, July. Portrait of Judge John A. Bennett. 
Museum of Fine Arts, Boston, August. Portrait of Rev. Dr. Austin S. Garver. 
Guild of Boston Artists, August. Ann and Theresa. 
Duxbury Art Association, 1st Annual Exhibition, August. Pilgrim & the Parasol. 
City Art Museum, St. Louis, 12th Annual Exhibition of American Paintings, Sept 22+. 
Sleeping Nude and Portrait of Charles H. Woodbury. 
Stuart Club, Boston, One-Person Exhibition, November. 
Guild of Boston Artists, Exhibition of Drawings, Etchings, Lithographs, December. 
National Academy of Design, Winter Academy, December. Study in Black and 
White and The Pool. 
1918 Pennsylvania Academy of Fine Art, 113th Annual Exhibition, Jade. 
Detroit Institute of Art, 7th Annual Exhibition of American Paintings. 
Guild of Boston Artists, March. The Pool. 
Siegel and Bacon Stores, Boston, Exhibition: Liberty Loan Bonds War Posters, April. 
Connecticut Academy of Fine Arts, 8th Annual Exhibition, May. Hudson Prize for 
Portrait of Charles H. Woodbury. 
Guild of Boston Artists, 4th General Spring Exhibition, May. Portrait. 
Guild of Boston Artists, Summer Exhibition, June. Portrait of Charles H. Woodbury. 
Albright Art Gallery, Buffalo, NY, Summer Exhibition, June. Jade. (28) 
Newport Art Association, Newport, RI, Summer Art Exhibition, July. Portrait of 
Charles H. Woodbury. 
Rhode Island School of Design, Providence, RI, Annual Exhibition of American 
Paintings, October 3-26. 
Art Institute of Chicago, 31st Annual Exhibition, November. 
Worcester Art Museum, MA, Exhibition of Paintings by Contemporary American 
Artists, November 10-24. 
Guild of Boston Artists, November. 
1919 Pennsylvania Academy of Fine Arts, 114th Annual Exhibition, February 9 - March 
30. Study in Black and White . 
National Association of Women Painters & Sculptors, Copley Gallery, Boston, 
1st Exhibition of Massachusetts Interstate Chapter, until April26. Job's Tears. 
Guild of Boston Artists, 5th Annual Spring Exhibition, May 13 - June. 
Duxbury Art Association, Duxbury, MA, August. 
Guild of Boston Artists, Summer Exhibition, until October 15. (landscape) 
City Art Museum, St. Louis, 14th Annual Exhibition of Paintings, until October 28. 
Jade. 
Guild of Boston Artists, October. Portrait (man smoking pipe with dog) 
Concord Art Association, Concord, MA, November. The Attic. 
National Academy of Design, Winter Exhibition, December. The Window. 
1920 Farnsworth Museum, Rockland, ME, One-Person Exhibition. 
Guild of Boston Artists, February. (Landscape with Church) 
Washburn College, Topeka, Kansas, "Exhibition of Original Paintings from the 
American Federation of Art, Washington D.C." February 9- March 1. Saunterers. 
Museum of Fine Arts, Boston, Copley Society Exhibition, March. The Window and 
Autumn Landscape. 
Grace Horne's Gallery, New York, March. Blue Birches. 
Wellesley College Museum of Art, Wellesley, MA, One-Person Exhibition, 
April 12-24. 
National Association of Women Painters & Sculptors, Fine Arts Building, NY, 
April. Study in Black and White and The Pool. 
Carnegie Institute, Pittsburgh, PA, International Exhibition, April. Sleeping Nude. 
National Academy of Design, 95th Annual Exhibition, April. The Attic. 
Grace Horne's Gallery, New York, May. New England Winter. 
Guild of Boston Artists, Spring Show of Members, May. Mary. 
Seattle Fine Arts Society, WA, Exhibition of American Pictures, June. 
Duxbury Art Association, Annual Exhibition, August. Jade. 
Girls City Club, Newbury St., Boston, Summer Exhibition of Paintings by Boston 
Artists. Ann and Theresa. 
Concord Art Association, Concord, MA, 5th Annual Exhibition, November. Jade. 
Guild of Boston Artists, One-Person Exhibition, December 13-24. 
1921 St. Botolph Club, Boston, MA, Exhibition of Drawings & Etchings, until January 17. 
Dartmouth College, NH, Robinson Hall, Exhibition of Paintings, Sculpture & Etchings 
by Boston Artists, until January 16. 
Guild of Boston Artists, General Exhibition of Paintings, Sculpture & Miniatures, 
February. 
National Association of Women Painters & Sculptors, Grace Horne Gallery, 
February- March 5. Sumachs. 
Boston Art Club, Joint Exhibition with Elizabeth W. Roberts, February 16- March 9. 
The Window; The Pool; Study in Black and White; Autumn; Job's Tears; Portrait of Mr. 
Charles H. Woodbury; Edge of the Marsh; Ann and Theresa; Old Homestead. 
Museum of Fine Arts, Boston, Exhibition of Museum School Alumni by the Copley 
Society, February 10- March 6. Sleeping Nude. 
Pennsylvania Academy of Fine Arts, 116th Annual Exhibition, March 28+. The 
Captain and Girl and Parrot. 
Wilmington Society of Fine Arts, DE, 9th Annual Exhibition, April. The Bancroft 
Prize for Portrait of Charles H. Woodbury. 
Guild of Boston Artists, 7th Annual Spring Exhibition, May. Mary. 
City Art Museum, St. Louis, 15th Annual Exhibition of Paintings by American Artists, 
October. Study in Black and White. 
National Academy of Design, Winter Exhibition, November. Girl with Parrot. 
Rhode Island School of Design, Providence, RI, Autumn Exhibition, October 12 -
November 7. The Captain. 
Guild of Boston Artists, Holiday Exhibition, December - January 7. (Landscape with 
white house.) 
Guild of Boston Artists, Portrait of G.P.A. Fuller. 
Corcoran Gallery, 8th Biennial Exhibition. Sunday Morning . 
1922 National Academy of Design, 97th Annual Exhibition, March - April22, Thomas B. 
Clarke Prize for The Carpenter. 
Woman's Club of Brockton, Brockton, MA, Annual Art Exhibition, March 20 -
April2. 
New Haven Paint & Clay Club, Yale Art School, April 3-23. The Captain. 
Carnegie Institute, 21st International Exhibition of Paintings, May. Nude. 
Guild of Boston Artists, 8th Annual Members Exhibition, May. The Carpenter. 
Concord Art Association, Concord, MA, 6th Annual Exhibition, May 14-29. The 
Captain. 
Newport Art Association, Newport, RI, 11th Annual Exhibition, July. Girl with 
Parrot. 
Art Institute of Chicago, 35th Annual Exhibition, November 2+. The Carpenter. 
National Academy of Design, Winter Exhibition, November. Julia A. Shaw 
Memorial Prize for Nude. 
1923 Pennsylvania Academy of Fine Arts, 118th Annual Exhibition, February-March. 
Sunday Morning. 
St. Botolph Club, Exhibition of Paintings by Local Artists, March 12-24. Portrait (25) 
(girl in flaming red dress with bits of blue-black fur at neck and wrists) 
National Academy of Design, March. Gulliver. 
Museum of Fine Arts, Boston, Copley Society Exhibition, March 8 +.River in Winter 
Time. 
Portland, ME, April. Cornhill No. I and Old Cornhill No.2. 
Detroit Institute of Arts, 9th Spring Exhibition of American Paintings, May. Second 
Place Popular Vote for The Carpenter. 
Carnegie Institute, 22nd Annual Exhibition, May. The Model. 
Guild of Boston Artists, Summer Show, June. The Client. 
North Shore Arts Association, Gloucester, MA, August. The Client. 
Portland Society of Art, Portland, ME, Summer until September 15. 
St. Louis Art Museum, Annual Exhibition, September 15 -October 25. 
Rhode Island School of Design, Autumn Exhibition, October. The Carpenter. 
National Association of Women Painters & Sculptors, October. Mary. 
National Academy of Design, Winter Academy, November. Portrait of C.P.G. 
Fuller. 
Corcoran Gallery, December. Ogunquit Beach View and The Carpenter. 
1924 Guild of Boston Artists, One-Person Exhibition, January 7-19. 
National Association of Women Painters & Sculptors, Washington Art Club, 
January. (February travel to Lynchburg, VT & Atlanta in March) The Pond. 
Vose Galleries, Boston, Exhibition of Paintings and Sculpture by Contemporary New 
England Artists, February. Ogunquit Beach. 
Brockton, MA, March. Ann and Theresa. 
National Academy of Design, March. The Model. 
New Haven Paint & Clay Club, Annual Exhibition, Yale Art School, March 25 -
April. Jade. 
Museum of Fine Arts, Boston, Exhibition of Art, April. Nude. 
Guild of Boston Artists, General Exhibition, May. The Geranium. 
Detroit Institute of Arts, lOth Annual Exhibition of American Painters, June. Seventh 
Place, Nude. 
Grand Central Art Galleries, NY, July. The Captain. 
Guild of Boston Artists, Summer Exhibition, July. Nude. 
North Shore Art Association, Summer Exhibition, August 16 +. The Geranium. 
National Association of Women Painters & Sculptors, Exhibition, December. 
1925 Connecticut Academy of Fine Arts, Flagg Prize for The Model. 
New Haven Paint & Clay Club, Portrait Prize for The Geranium. 
National Academy of Design, lOOth Annual Exhibition, March. Thomas B. Clarke 
Prize for Sunday Afternoon. 
National Association of Women Painters & Sculptors, 34th Annual Exhibition, 
March. John Clerici Prize for The Carpenter. 
Guild of Boston Artists, Spring Exhibition. Sunday Afternoon. 
Concord Art Association, Concord, MA, 9th Annual Exhibition, May. Silver Poplars. 
Springfield Arts League, 7th Special Exhibition of Oil Paintings, November 7-22. 
Portraiture Prize for Charlotte in Gray. 
Grand Central Art Galleries, "National Academy of Design: 100 Years of American 
Art," November. Job's Tears. 
1926 Connecticut Academy of Fine Arts, March. Alice Collins Dunham Prize for Best 
Portrait for The Pilgrim. 
Detroit Museum of Art, April. (portrait) 
Guild of Boston Artists, Spring Show, April. Girl with Dogs. 
Copley Society, April 6-20. The Carpenter; Coburn's Barn. 
North Shore Arts Association, Gloucester, MA, 4th Annual Exhibition, July. The 
Old Folks. 
Springfield Arts League Show, Springfield City Library, November. Pilgrim; The 
Beach, Ogunquit. 
National Association of Women Painters & Sculptors, 35th Annual Exhibition, 
until November 20. Pilgrim. 
National Academy of Design, Exhibition, November. Strollers. 
192 7 Boston Art Club, Winter Exhibition, January. (Figure Study) 
Copley Society, Boston, Exhibition of Local Painters & Sculptors, until April 20. The 
Carpenter. 
Guild of Boston Artists, One-Person Exhibition, Spring. 
North Shore Arts Association, Gloucester, MA, 5th Annual Exhibition, July. 
Rhode Island School of Design, Annual Exhibition, November. The Grandmother. 
1928 Guild of Boston Artists, One-Person Exhibition, February 21 - March 5. 
Providence Art Club, RI, 49th Annual Exhibition of Paintings, Sculpture and Prints. 
Grand Central Art Galleries, NY, One-Person Exhibition, April24 - May 5. 
Copley Gallery, Boston, "Figure Paintings by Gertrude Fiske and Watercolors by 
Harold B. Warren" until Apri114. Dorcas; Lady in Green; The Old Folks. 
1929 National Association of Women Painters & Sculptors, February. Figures in a 
Mi"or. 
National Academy of Design, Winter Exhibition, November-December. Thomas R. 
Proctor Prize (for a portrait). 
New Haven Paint & Clay Club, (Prize). 
Womens International Exposition, Detroit, First Prize for Geraniums. 
19 3 0 Boston Art Club, Annual Winter Exhibition of Contemporary American Painting, 
January- February 15. Portrait of William. 
Jordan Marsh Co., Art Gallery, Boston, "Paintings & Etchings by Foremost 
Contemporary New England Artists," March. Charlotte in Gray. 
1932 Ogunquit Art Center, Ogunquit, Maine. 
1933 Guild of Boston Artists, One-Person Exhibition, January 16-28. 
1935 National Academy of Design, 110th Annual Exhibition, March. Julia A. Shaw Prize 
for Anni. 
Guild of Boston Artists, Members Exhibition, January. Grandma Davis. 
1942 Guild of Boston Artists, Spring Exhibition, May. Still Young . 
1962 Concord Art Association, Concord, MA, Memorial Exhibition of Paintings & 
Etchings by Gertrude Fiske, May 27- July 1. 
Farnsworth Museum, Rockland, ME, Retrospective Exhibition. 
1963 Weston Town Hall, 250th Annual Exhibition of Portraits, May. (Portrait of Charles L. 
Field; Old Soldier; Study in Black & White; The Old Barn; Next Door (Artemus Ward 
House); Sibley Houses; Coburn's Barn; Fiske House Summer; Devil's Den; First Settlers; 
The Birches). 
1968 Robert Schoelkopf Gallery, New York, One-Person Exhibition, December 7 -
January 2. 
1969 Vose Galleries of Boston, Inc., One-Person Exhibition, June. 
197 0 McNay Art Institute, San Antonio, TX. 
1972 Robert Schoelkopf Gallery, New York, One-Person Exhibition. 
197 5 Columbia Museum of Art, Columbia, SC, One-Person Exhibition, October 3 -
November9. 
Colby College Museum of Art, "American Painters of the Impressionist Period 
Rediscovered." Spinster and Sunny Beach, Ogunquit. 
1981 Robert Schoelkopf Gallery, New York, One-Person Exhibition. 
1985 Joan Whitney Payson Gallery of Art, Portland, ME, "Women Pioneers in Maine 
Art," April9- May 19. 
1986 Museum of Fine Arts, Boston, "Bostonians: Painters of an Elegant Age" June 11 -
September 14. Jade. 
The Denver Art Museum, "Bostonians: Painters of an Elegant Age" October 25 -
January 18, 1987. Jade. 
1987 Vose Galleries of Boston, Inc. , One-Person Exhibition, October 1 - December 31. 
Terra Museum of American Art, "Bostonians: Painters of an Elegant Age" March 13-
May 10. Jade. 
Guild of Boston Artists, One-Person Exhibition, March 10-28. 
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